Abstract: This paper intends to illustrate the monuments of the Periklean building programme, of the mid-late 5 th century BC, as overtly formative media in relation to Athenian cultural memory. In essence, it will be argued that the monumental creations of this period embody a configuration of Athenian temporality; organizing synoptic episodes into an ethno-cultural continuum. A required element to this process involves the incitement of landscapes, as the framework into which cultural memory is positioned and incited. This also includes the election of totemic figures, which act simultaneously as emblems of distinct eras and coalescence group memory around heroic events. The provision of those elements necessary for cultural remembering within these monuments, indicate them as affording an overtly formative arena for Athenian collective identity. Moreover, as well as organizing Athenian temporality via narratives of primordial origin, the monuments also display the inclusion of historical, biographical, memory into registers of cultural remembering.
The monumental and iconographic assemblage of 5 th century BC Athens as embodying themes of cultural triumphalism, has long been recognized. 1 However, beyond simply expressing ethno-cultural narratives and identities, the architectural manifestations of this period also indicate themselves as potent socio-formative media.
2 This is related to an evident display of an organized temporality, moving from the primordial past, thorough a heroic foundational age, to the present. This includes the fixation of memory into the spatial field of the landscape, where topographically charged narratives intersected with the experience of the monument, temple or visual depiction. In essence, this process is a spatio-temporal organization of narratological episodes into a sequentiality that
The Erechtheion and the μαρτύρια
The organization of temporalities that allow for the formation of cultural memory, do so in accordance with both conceptualizations of linear time, and phenomenologically experienced time. 7 The former relates to culturally contingent narratives that move from primordial points of origin, through differentiated eras into the present. The latter aspect relates to the human experience of time; the cyclical quality of the natural world such as the rotation of crops and lunar phases, and culturally framed actions such as daily or annual ritual. 8 Linear time is evident in the illustration of previous eras by the monuments, while the phenomenological interaction with these spaces would have framed the cyclical experience of time. An overt example of these differing, yet non-exclusive, temporal aspects, is that of the Erechtheion, which as a monumental figure set within the landscape of the Acropolis, illustrates the processes of inscribing cultural memory into space. This is done not only by the direct incitement of topographically charged myth within a periodized framework, but via the physical interaction with evidence of these previous eras and the invocation of biographical memory. Indeed for any discussion regarding the mnemonic charge of the Erechtheion, debates relating to the function of the building and its relation to the Archaic Temple of Athena Polis destroyed in the Persian sack of 490 BC, must be noted. The primary interpretation builds on Pausanias's description 9 as relating to a single complex, replacing the older temple and absorbing the function of housing the worship of Athena Polias, her shrine and xoanon.
10 Moreover, the building was an amalgamative context that incorporated various sacred spaces and referents into a monumentalized whole. This position has been challenged with the Erechtheion as described by Pausanias, being claimed not as the Classical manifestation of the Temple of Athena Polias but another building entirely. Ferrari has argued for the re-introduction of examination of the Archaic Temple as not having been destroyed in the Persian sack, but left standing as a memorial, and continuing to house the archaic wooden statue of Athena Polias.
11 While recognizing both the fragility of interpreting the Oath of Plataia too literally in arguing against this stance, and the great possibility that the older temple was present in some form during the Classical period, this paper interprets the Erechtheion as the home of the cult of Athena Polias during this time. 12 Indeed the intention of the temple as it manifested within the Periklean programme was the incorporation of various topographically situated narratives, of which the archaic statue was but one element, into a monumental whole. 13 Yet if we can begin to view the temple as organizing cultural memory in its promotion of these mythic events, it also evokes the biographical memory of the Persian Wars, and particularly the sack of the Acropolis of 490. This occurred in the southern, Karyatid, porch, which linked the new temple with its archaic predecessor by physical contact with its foundations; thus including the memory of recent events into the organization of time embodied in the Erechtheion.
14 The memory of the sack may also be said to be memorialized in northern wall of the Erechtheion, which deliberately employed material from the Archaic Temple of Athena Polias and the Older Parthenon. As well as highlighting the tragedy of this event, the northern wall of the Erechtheion equally acted as emblems of the pride, power and the recovery of Athens from this event.
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This may also be said of the temples use of the Ionic architectural order. The fact that this architectural tradition had its origins in the 6 th century BC, leant the temple an archaizing timbre, yet its revolutionary miniaturisation of the order also placed it within the wider Periklean aesthetic of innovation. 16 The use of the Ionic order for the Erechtheion may have also operated as a deliberate mnemonic device for including the 5 th BC century Ionian allies of Athens into its cultural memory; the grandson of Erechtheus having been held as the founder of the Ionian race. 17 Moreover, due to this architectural form embodying a symbolic reference to trees in its capitals, the sacred olive tree of the temples interior is invoked within the architectural order of columns on the north, eastern and western sides of the exterior. 18 The most vital elements in our consideration of the Erechtheion as organizing a narration, and experience, of time into which cultural memory can be placed, are the supposed maturia, (tokens/evidence), left by the divine contest for Attica within its interior space. These were the salt spring left by the strike of Poseidon's trident underneath the pavement of the northern porch, and the olive tree of the victorious Athena within the temples western limits in the sanctuary of Pandrosos. Herodotus already associates these ''tokens'' with the area of the Acropolis ''sacred to Erechtheus'' before the Persian sack, while Pausanias describes ''the mark of a trident'' from which the well issues the ''sound of waves'' . 19 We can see that as physical elements housed by the Erechtheion, the spring and olive tree provide the required framework for the formation of cultural memory; organization of temporality via the invocation of a foundational age, and its placement in the landscape of the Acropolis.
The topographic positioning of the tokens of Athena's and Poseidon's contest can be seen as affording the stimulation of memory by directly inciting a myth of origin, not simple by narration, but phenomenological experience also. Here one could interact with an episode from the Athenian foundational age on a sensory level; seeing, hearing and perhaps touching the olive tree, while the soundscape of Poseidon's spring is made evident by Pausanias. This sensory engagement with the materiality of the olive tree and spring, would have facilitated bodily memory in its consumer, while its incitement of an episode of cultural would have framed this formation in relation to the wider Athenian ethnos. 20 Moreover by the time of the Erechtheion's construction between 421 and 406, the olive tree, as Herodotus makes clear, also incited the biographical memory of its destruction during the Persian sack and subsequent, miraculous, recovery. 21 Thus the ''tokens'' housed in the Erechtheion can be said to organize a temporality from which cultural memory could formulate, due to their providing evidence for a foundational age as represented in the landscape of the Acropolis, while also being intimately connected to the canonization of memory relating to recent events.
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Yet the events of the contest for Attica signalled by the spring and olive tree, were but one episode in the periodized and topographically positioned narratives of the Erechtheion. As mentioned above, a key feature of cultural memory is the promotion of totemic figures and heroes around which group identity can coalesce, while those figures can act as representations of the differing eras they occupy. In relation to the Erechtheion and the Acropolis more generally, this figure is Kekrops. As a representation of the foundational era of the Athenian ethnos, Kekrops' autochthonic state already indicates his operating within both spatial and temporal parameters.
23 Indeed, the Erechtheion can be said to exhibit a periodized Kekropian narrative as formulated by the landscape, architecture and cults of the temple. Kekrops is suggested by Pausanias to have dedicated the archaic wooden statue of Athena Polias after it ''fell from heaven '' 24 , which while not located specifically, can be interpreted as onto the Acropolis. A later episode concerning the suicide of Herse and Aglauros by falling from the Acropolis after seeing the serpentine Erechtheus 25 may also be invoked in the Karyatid porch.
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This interpretation is lent credence by the fact that the porch rose above the heroon of Kekrops himself. This indicated the final point of reference in these distinct Kekropian episodes; moving from his possible birth on the Acropolis, the dedication of the xoanon, the suicide of his daughters and finally his own tomb. The significance of these events in considering the Erechtheion as organizational medium, may again be indicated in the architecturally unique positioning of the southern porch. As noted this formed a physical link between the ruins of the Archaic and Periklean temples, yet it also included the heroon in this physical interaction. If the Karyatids do represent the daughters of a Kekrops, then we may understand this porch as situated in an incitement of a periodized foundational narrative that brings into its orbit the memories of the Persian sack. Moreover, the configuration of this Kekropian periodization via the landscape is also evident in the Pandroseion, dedicated to the faithful Pandrosos and adjacent to the Erechtheion at its western limit, and the fact that this sanctuary shared a single priestess with that of the tragic Aglauros on the eastern slope.
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Another figure that invoked a specific era within the periodization and spatial positioning of cultural memory of the Erechtheion, was that of Erechtheus himself. The association of Erechtheus and his cult with that of Athena Polias, is first illustrated in Homer, where the goddess establishes him to be ''in her own rich temple'' . 28 Indeed, Euripides has Athena establish the cult of Poseidon-Erechtheus, and the building of a proto-Erechtheion, herself; ''I command that a precinct be built'' . This association was exhibited elsewhere on the Acropolis, with iconographic representations illustrating Erechtheus and Athena standing with the olive tree, and elsewhere shaking hands. 29 Pausanias also indicates that the cults of Poseidon and Erechtheus were amalgamated, with the hero king being offered sacrifice on the altar of the god. 30 Shear has also suggested that the guardian serpent representing Erechtheus and his own autochthonic state, as mentioned from Herodotus onwards, was housed in the northern porch. 31 It becomes clear that Erechtheus represented a primordial era of earth-born kings, yet in relation to the invoked Kekropian narrative, represents a later generation. Moreover, the Periklean Erechtheion operated in conjunction with the traditional understanding that the cult of this hero-king had always been located on the northern edge of the Acropolis. Thus Erechtheus, as with Kekrops, represent two essential elements to all processes relating to cultural memory; the provision of a temporal point of origin and the placement of this memory into space/landscape.
The Erechtheion is illustrated as providing an organization of the narrated time required of cultural memory, in both its architectural placement in the topography of the Acropolis and its invocation of a primordial, foundational, era. This included an apparent periodization of distinct episodes that made up that era; including the contest of the gods, the reign of Kekrops and the founding of the cult of Erechtheus. These temporal points were, via the spatial relationship between the Erechtheion and its charged topography, placed into space and thus provided the formative frameworks required of cultural memory. This included the architectural design of the temple that physically interacted with the 'bio- graphical' memory of the Persian Wars, while the employment of the Ionic order balanced archaizing and contemporaneous registers, and referenced the ''token'' of Athena's victorious olive tree as housed inside. Moreover, as is plainly clear, the Erechtheion overtly promoted the form of sacred-heroic topographically fixated figures, around which cultural memory can unify.
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Cultural memory and spatial relationships
While it is evident from an examination of the Erechtheion that a single monument could provide the media required of cultural remembering, this process is also evident in wider spatial relationships. Indeed the phenomenological experience of moving between these monuments, would have brought one into contact with charged mnemonic arenas.
33 This relates to the meaning and narratological function afforded by the interaction of buildings via the space in which they are set. 34 For the Erechtheion this relationship was framed by its neighbour to the south; the Parthenon. In considering the formative force on Athenian cultural memory provided by the spatial interaction of these two temples, we must take account of the manner in which one would have moved through the space. After ascending to the Acropolis and passing through the Propylaea gate, the visitor would have first encountered the colossal bronze statue of Athena (Promakhos) (of which more below), with the Parthenon looming to the viewers right and the slightly obscured Erechtheion, to the left. Following the route around the statue and to the right from this position, as did the Panathenaic procession, keeping the Erechtheion to the left, one would have engaged with a narrative of Athenian time as provided by the spatial relationship between these two temples. Initially, the visitor would have literally been framed by the memory of the Archaic Acropolis, as the path was lined with the precinct walls from the Mycenaean period. 35 As one moved eastward, the Erechtheion would have come into full view, yet the Parthenon would have dominated the spatial experience of the vis-32 Assmann, Cultural Memory and Early Civilization, 38; Calame, Poetic and Performative Memory in Ancient Greece, 16. 33 The use of analysing spatial relationship and phenomenological experience as socio-formative arenas in antiquity, has been clearly evidenced by Favro and Johanson in relation to the Roman Forum. Death in Motion, 12-32. 34 Hamilakis, Archaeology and the Senses, 161-90. The study of space and its phenomenological experience in tandem, has been shown by Hamilakis as illustrating mnemonic processes in Minoan Crete. 35 Gates, Ancient Cities, 255. itor being over 40ft tall. Moving into this space, the primordial past of the foundational age of Athenian identity as embodied in the Erechtheion, found balance in the contemporaneous celebration of Athenian triumphalism of the Parthenon. Indeed, while both monuments also incorporated the 'biographical' memory of the Persian sack, where the Erechtheion did so via reference, the Parthenon literally rose out of the foundations of the older temple. Moreover, while the architectural uniqueness of the Erechtheion manifested due to its overt evocation of the past, the innovative employment of both Ionic and Doric orders signalled the Parthenon's narration of the past from the present.
36 While visitors would have consumed various narratives exhibited in sculptures and shrines in moving to this point on the Acropolis, a larger arena for remembering was provided by the position, and interaction, of these buildings. This monumental whole afforded the narration of the Athenian foundational age and triumphant present, allowing for the incitement of the past and inclusion of the present into a wider continuum, as require of cultural memory.
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The Parthenon: the pediments
The message of triumphalism as communicated within the Parthenon's innovative use of architecture, is also evident in its iconographic assemblage; the meaning of the temple being illustrated in both form and content. This visual material also demonstrates itself as being able to formulate cultural remembering due to its display of distinct periods, the incitement of topography, and the election of 'sacred' representational figures. These elements are all evident in the western pediment of the Parthenon. Here the victory of Athena over Poseidon for Attica was narrated, with the autochthonic heroes and heroines of the Athenian foundational age flanking the pair. 38 The olive tree, representative of the goddesses' success housed in the Erechtheion, was here shown in the exact centre of the pediment in its initial miraculous growth, while Poseidon recoiled from the force of his trident strike into the bedrock. 39 As noted, the maturia of this event in the Erechtheion provided the required combination of the placement of a culturally remembered event into the landscape, and this is also evident in the pediment's visual depiction. Here we have an episode from the very origin of the Athenian ethnos and landscape, as depicted in relation to its totemic figures and related topography. Indeed, the pediment illustrates how in organizing time into recognizable periods, landscapes can themselves act as representational figures in conjunction with the events and characters that occupy them. 40 In this instance the sacred olive tree at the centre of the depiction incites both the axial age of foundation, and the contemporary recovery and victory in the Persian Wars the Parthenon represented. This relationship would have again been emphasized as one moved along the northern path; where the pediment's illustration of the landscape and heroes of the Athenian past, would have been consumed as that landscape came into view on the visitors left.
The engagement with a periodized past required of the processes essential to cultural memory, would have been facilitated by the relationship between the western pediment and the eastern. The event depicted here, the birth of Athena from the head of Zeus, is in essence outside of 'historic' time and devoid of physical setting. Indeed it is the primordial event par excellence of the decorative schemes of the Parthenon; where the cosmic setting of Mount Olympos is emphasized with Selene descending into the west while Helios rises in the east, with a host of gods present also. The content of the eastern pediment deals with a time outside of time, which is balanced by the clearly defined era and space of the western; a narrative that moves from the celestial birth of the goddess, to her victory of Attica in an age of foundational kings. The divine contest as depicted in the western pediment, allows for the insertion of Athenian cultural memory into a periodization as provided by the interaction with the eastern, via its incitement of the Acropolis landscape and its heroes. The identity of the figures arrayed behind the gods, while debated, maintains a general consensus of Kekrops and his daughters, including Pandrosos along with unidentified (damaged) figures. 41 The tradition that the divine contest took place during the reign of Kekrops, and that he even adjudicated the event, is evident within both Xenophon and Apollodorus. 42 As noted, the autochthonic Kekropian family acted as a representation of the earliest age of Athenian time and memory, while their inclusion in the western pediment illustrates that while primordial ages, such as the birth of gods, can be included in the narration of perceived time, cultural memory must be positioned in relation to 'sacred' figures and landscapes. That these two episodes may been 40 Assmann, Cultural Memory and Early Civilization, 44. 41 For a detailed description of the pediments iconography; Shear, Trophies of Victory, 112-117. 42 Xenophon, Memorabilia, 3.5.9; Apollodorus, 3.14.1. considered as operating as a pairing, is supported in the fact that statues depicting the same events were positioned on the opposing side of their pedimental narration. Pausanias cites the revealing of the ''olive tree and…sea wave'' , as well as '' Athena rising from the head of Zeus'' in these groupings. 43 Again, the a-spatial and cosmic birth of Athena is twined with the later episode of her victory in the defined topography and age of the Kekropian Acropolis. In this way, we can see that the monumental depiction of the western pediment affords the formation of cultural memory both in its incitement of past events and characters, and the required intersection of this narration with a landscape that projected its own mnemonic contingency; providing a sense of place and connection to the past.
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The Parthenon: the metopes While the temporal organization evident within the pediments did so between two distinct episodes, the metopes display a broader periodization. The subjects of the metopes clearly illustrate the fact that any act of remembering is positioned in the present, with their repetition of the theme of victory relating to both the meaning of the Parthenon as a whole, and the wider aesthetic of the Periklean programme. The earliest of these episodes lay in the eastern façade, now heavily damaged, which depicted the Gigantomachy. While the host of gods were shown as overtly victorious, Athena is singled out for being attended by a winged Nike. The northern metopes related to a wider pan-Hellenic temporality, that is the Trojan War. Here the final stages of the conflict were depicted with Menelaos reclaiming Helen under the supervision of Aphrodite and Eros. 45 To the south, the metopes depicted the violent struggle between the Lapiths and Centaurs, the central panels of which were destroyed in the 17 th century explosion on the site. Finally, on the western metopes, the first to be seen as one entered via the Propylaia, was depicted the Amazonomachy. This is the Amazonomachy of Theseus; slayer of the Minotaur and figure par excellence of the Athenian heroic age. Where the other metopes display distinct temporal episodes, it is the content of the western that allows for Athenian cultural memory to be anchored into this continuum. The conflict was understood to have taken place inside Athens itself, between the shrine of the Eumenides and the Areopagus; Aeschylus indicates the Amazons as having camped on the Pynx Hill, something reiterated by Apollodorus, while Plutarch has the fighting ''in the neighbourhood of the Pynx'' . Diodorus Siculus also suggests the monumental reference to this conflict in its landscape. 46 Thus the depiction of the Amazonomachy within the western metopes, as with the pediments and content of the Erechtheion, incites the figures and events of Athenian cultural memory via reference to the landscape. Moreover, the ability of this visual depiction to formulate cultural remembering was enhanced by its spatial interaction with the landscape of its content; overlooking from the Acropolis the areas the conflict was held to have taken place.
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Thus the metopes of the Parthenon can be understood as organizing a temporality that emphasizes the theme of triumph, with the Thessalian Amazonomachy affording the cultivation of Athenian identity, via cultural memory, in its employment of topographically charged myth. The metope's interaction with the exterior landscape would have formulated a charged spatial relationship between the past and the present; illustrating the fact that the organization of periodized narratives into which cultural memory can be placed, always does so in reference to the present context. 48 Indeed, the while the metopes are understood as being analogous of the Persian Wars, Kousser has argued for their depicting the price of human suffering even in triumph, as directly related to the biographical memory of the Persian sack of the Acropolis. This positon supports a reading of the formative potential of the metopes in relation to cultural memory; where the iconography interacted with the retained evidence of this traumatic event including charred statuary and the deliberate use of the Older Parthenon column drums in the north wall, as already mentioned. 49 The Amazonomachy, with its conflict within the remits of Athens itself, is recognized as being particularly analogous of the invasion of the city. 50 Thus the western metopes illustrate the provision of a cultural mnemonic framework in its incitement of totemic landscapes and figures, while the theme of the metopes overall illustrates the canonization of the biographical memories of the Persian War. 
The election of Theseus on the Hephaisteion
Theseus is again illustrated as a form of totemic figure, around which different strands of cultural memory coalesce, within the sculptural material of the Hephaisteion, positioned just west of the Agora on the hill of the Kolonos Agorias.
52 Again, such ''sacred'' figures provide a primary medium in the organization of events that make up cultural memory; acting as representatives of past ages and able to be recalled through the landscape or evidences. While the temple's architecture operated within the register of the Doric order more so than the innovative Parthenon, the architect of the Hephaisteion also adopted proportions more closely related to the larger temple on the Acropolis. 53 Inside the temple was housed the double cult of Hephaistos and Athena, who were conjoined in myth by both the former aiding in the birth of Athena from the head of Zeus, and their parentage of the autochthonic Erechtheus. The latter episode was depicted on the base of the two statues, with Kekrops and his daughters acting in attendance to Athena and Hephaistos who were presented as mother and father to Erechtheus. 54 The interior of the temple also displayed painted depictions of the Thessalian Amazonomachy and Centauromachy at the wedding feast of Perithoos.
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The interior assemblage of the Hephaisteion fully illustrates the organization of time around distinct periods, events and figures that would have stimulated the cultural memory of its consumer. 56 Where Kekrops and the birth of Erechtheus represent a distinctly primordial era in the narration of Athenian memory, the figure of Theseus moves away from a foundational period into an age of heroes.
57
Yet the temple's exterior eastern metopes depict no local myth, but the pan-Hellenic hero Herakles. Rather than all twelve labours, as was the case at the Temple of Zeus at Olympia, the Hephaisteion illustrated ten, with the Peloponnesian labours and five from the limits of the world, with the final metope illustrating his retrieval of the apples of the Hesperides.
58 Set alongside, indeed on par with, this depiction of Herakles on the northern and southern metopes, were displayed the exploits of Theseus. This associative promotion of Theseus to the status of Herakles was not unique. Indeed during the 5 th BC century, and as evidence of Athenian assertiveness, Theseus was conceived as an Athenian Herakles; something illustrated within the iconography of the Athenian treasury at Delphi and Plutarch. 59 On the Hephaisteion, this pairing also exhibits a temporal periodization of civilizing action culminating in the hero Theseus. Where Herakles rids the earth of chaotic and primordial monsters, Theseus, with the exception of the Minotaur on the southern metopes, tames wild beasts and exacts justice on lawless men of the countryside. Thus the decoration of the metopes displays two distinct periods in the evolution of civilization, with Herakles ridding the earth of chaos and Theseus installing order into the landscape and lives of men. As it pertains to the formation of cultural memory, this decorative scheme clearly indicates the election of the totemic figure of Theseus and his civilizing actions into an organized temporality.
Theseus was again the subject on the friezes above the pronaos and opisthodomos. The western end, as with the painting inside the temple, depicted the Thessalian Centauromachy as identified by the half buried Kaineus. 60 As well as offering a narration of a principle episode from the Athenian heroic age, the representation of Theseus also enabled the incitement of recent political history. This relates to his being shown in the guise of the tyrannicide Harmodios, as depicted in the famous statue group in the Agora. 61 Thus the western frieze can be seen a medium by which cultural memory could be formulated in its election of a ''sacred'' figure and heroic event from the deep past, while infusing, what were by this period, canonized historical events into a synoptic whole. The eastern frieze, as well as promoting the form of totemic character essential to group memory and identity, reinforced this mnemonic ability by inciting the landscape. Here was represented the defeat of the primitive, and gigantic, sons of Pallas who occupied the slopes of Mount Hymettus; another episode of the unification of Attica under the civilizing actions of Theseus. As with the Erechtheion and the west-58 For a detailed description of the themes evident in the iconography of the Hephaisteion, see Barringer ern metopes of the Parthenon, the incitement of landscape in the Hephaisteion's eastern internal frieze, displays the placement of memory into space; a process required of cultural identity.
62 Moreover, as with the western metopes of the Parthenon, the spatial relationship of the temple with its exterior context enabled this mnemonic trajectory in directly facing the landscape of the frieze's depiction.
In considering the ability of the Hephaisteion to act as a monumental mnemonic medium in its cult, architecture, spatial relationships, and decorative material, the overtly fragmentary quality of its pedimental sculpture must be noted. Nevertheless, Thompson' s conclusions that the east depicted the apotheosis of Herakles and the west another Centauromachy, would seemingly operate within the mnemonic parameters suggested here. 63 Overall, the cult and decoration of the Hephaisteion provided an interaction with several distinct periods from Athenian cultural time; the age of foundation and autochthonic kings, the age of Thessalian civilizing heroic action, and the canonically celebrated actions of Harmodios. This was reinforced not only in the overt promotion of the totemic figure of Theseus, but the spatial relationship the temple shared with its landscape. The eastern end of the temple pointed towards Mount Hymettus and would have been visible to viewer of the eastern frieze, thus creating a means by which cultural memory could be stimulated. Moreover, the manner in which the temple would have been approached, also aids in illustrating its decorative material as narrating a distinct periodization. The Hephaisteion was situated with a focus on its front view as one ascended to it from Agora, meaning that the Heraklean narratives were consumed first in both the metopes and pedimental schemes.
64 From this point, either moving into or around the temple, the viewer encountered narratives of the Thessalian civilizing age. This depiction of the past via specific episodes, landscapes and ''sacred'' figures, indicates the formative potential the Hephaisteion held in relation to Athenian cultural memory.
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Cultural memory and synopsis
As the examples so far examined indicate, the distinct episodes that make up the narratives of ethno-cultural pasts, must undergo a degree of synoptic reduction and objectification for cultural memory and temporality to be organized and incited. 66 In the context of the Periklean building programme, this process is evident in the wide proliferation of three events from Athenian time; the Gigantomachy, the Centauromachy (including its Thessalian manifestation) and the topographically charged Amazonomachy. These episodes can been seen as relating to a sequential conflict between order and chaos; moving from the victory of the gods over the earthborn giants, to the civilizing defence of law and Athens by Theseus. As such, they clearly indicate an analogous reference to the Persian Wars and Athenian triumph therein, yet also narrate a temporality essential to cultural memory. During the ritual of the Plynteria, the archaic wooden statue in the Erechtheion was washed and adorned anew with a peplos of which the principle scene was the Gigantomachy. 67 It appeared again on interior of the shield of Athena Parthenos within the Parthenon, the eastern pediment of the Temple of Athena Nike, within the Temple of Poseidon at Sounion, and Hurwit suggests it was apparent on the peplos of the Parthenon's eastern frieze. The Centauromachy too was widely disseminated; appearing, as already illustrated, on the Parthenon south metopes, and the interior paintings, western frieze and possibly the western pediment of the Hephaisteion It was also notably on the Temple of Poseidon at Sounion, the sandal band of Athena Parthenos and the shield of the bronze Athena Promachos of Pheidias one encountered when entering the Acropolis. 68 The Amazonomachy was depicted on the western facing metopes of the Parthenon, the Temple of Athena Nike, on the interior of the Hephaisteion, and the exterior of the shield of Athena Parthenos. Indeed, while the Amazonomachy operated as the most topographically charged of these three episodes, its depiction in this latter example overtly engaged the cultural memory of its consumer by illustrating the landscape of the Acropolis itself under siege, with the walls being attacked by Amazons and defended by Theseus and the Athenians.
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The use of the episodes of the Gigantomachy and Centauromachy in the, now fragmentary, internal frieze of the Temple of Poseidon at Sounion, can be seen as organizing a visual narration of Athenian temporality. The surviving slabs from the earliest point in this arrangement, the Gigantomachy, contain Athena, 66 Calame, Poetic and Performative Memory in Ancient Greece, 23. '' Any configuration of past time, by a putting-into-discourse, cannot help but reformulate a temporality already prefigured and partially configured in other forms of expression'' . Herakles, Eros, Artemis and possibly Ares, while Poseidon was the most likely figure of a now missing section. The second group of frieze slabs belong once again to the Thessalian Centauromachy as identified by the presence of Kaineus, while the third series is recognized as the civilizing deeds of Theseus, including the taming of the Marathon bull and the execution of Skeiron.
70 Thus Theseus, as with his depiction within the Hephaisteion, is again illustrated as acting in a continuum of pacifying action; with the god's defeat of the giants acting as a precursor to the Thessalian taming of savagery and lawlessness. The diverse employment of these particular episodes throughout the Periklean building programme, must be recognized as embodying an analogous reaction to the memory of the Persian Wars. Indeed, the overt promotion of these particular scenes positioned Athenian cultural memory, and identity, into a continuum of a divine and heroic struggle against chaos and barbarism. The organization of Athenian time afforded by the election of these key events, allowed for cultural memory to position itself in reference to the primordial Gigantomachy and the later heroic battles of Theseus. The orientation allowed by this engagement with distinct representations of the past proceeded from, yet would have been deeply formative on the identities of its 5 th century context.
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Biographical memory and the Temple of Athena Nike
A narration of the Gigantomachy and Thessalian episodes also adorned the pedimental decoration of the Temple of Athena Nike. However, before one could interact fully with its decorative schemes, the temples' design afforded a very deliberate mnemonic stimulation via reference to the Archaic Mycenaean period. Once again, it does well to consider how one would have interacted with the temple spatially in discussing its ability to formulate cultural memory. The Temple of Athena Nike was constructed on the site of an older sanctuary that had been destroyed in sack of 480, outside and south of the Propylaea Gate and atop a new limestone bastion. As one made their way up the sacred way leading into the Acropolis, this bastion and its adorning temple would have risen up to the visitors right. Here, brought into view on the western face of the bastion, were two rectangular openings in which the architect of the Periklean temple 70 For the slabs and differing interpretations see Shear, Trophies of Victory, . 71 Assmann, Communicative and Cultural Memory, 62. Calame, Poetic and Performative Memory in Ancient Greece, [12] [13] [14] [15] [16] had created a form of homage to the double-niched shrines of the archaic period. Moving beyond this, on the northern side of the bastion and at eye level for those ascending to the Acropolis, one could view the masonry of the Mycenaean tower, which was encased within the foundations of the temple, via a deliberately created hole. 72 It is clear that the design of the Temple of Athena Nike, as one would have interacted with it moving up to the Propylaea, embodied a strong mnemonic resonance; creating a direct reference and display of the Archaic Acropolis. As it relates to cultural remembering, the quasi-museological display of the Mycenaean masonry, as absorbed into the Periklean bastion, would have incited the past of the Acropolis as one moved towards the triumphant present of the Propylaea and the Temple of Athena Nike. Indeed, the revolutionary employment of the Ionic order within both these monuments would have signalled the contemporaneous and innovative spirit of the Periklean Acropolis on approach. For the Temple of Athena Nike, as with the Erechtheion, the use of the Ionic order can be said to at once reference the archaic temples at Ephesos and Didyma, while its radical miniaturization embodied the palpable spirit of refinement of the 5 th BC century programme. The Ionic order, as it manifested on the temple, recalled the past while celebrating the present.
The decorative schemes of the temple also illustrate this incorporation of the present, into a wider Athenian temporality. On the eastern pediment, above the entrance into the temple, was displayed the primordial Gigantomachy. A surviving fragment from the pediment shows Athena in a moment of victory, laying waste to capitulating giants. This represents the earliest point narrated in the temples decoration. Yet if one were to move around from the front of the temple to its western facing rear, the pedimental narration moved into the heroic age of Athenian temporality. Here was again the Thessalian Amazonomachy, an episode that, as already observed, afforded a formative force on Athenian cultural memory due to its election of a totemic figure, its being particularly analogous of the Persian sack of the city, and its incitement of the Athenian landscape.
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This facet was enhanced further by the spatial relationship the western pediment enjoined with its exterior. Indeed, as with the depiction of the Amazonomachy on the metopes of the Parthenon, the illustration of the Thessalian defence of Athens overlooked the landscape which it referenced; the Areopagus and Pynx Hills. The provision of an observable periodization of the past, the display of ethnic heroes and their deeds, and the placement, and incitement, of this memory via the landscape, demonstrate the required criteria for the cultivation of cultural memory. All forms of group identity rely on this form of shared remembering, where the past can be collectively recalled via distinct episodes and totemic figures; processes clearly afforded by these pedimental sculptures.
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The eastern frieze of the temple, provided the viewer with an amalgamative synopsis of Athenian cultural time. Following Harrison's reading of the, admittedly fragmentary, material, the frieze incorporated the representational events and figures from three distinct eras into a holistic whole. The primary subject was that of the birth of Athena as attended by the gods, yet were also joined by Aglauros, Pandrosos and Herse the daughters of Kekrops, as well as Theseus. 75 As one entered the temple, the eastern frieze narrated the unfolding of Athenian temporality via the primordial birth of the city's patron goddess, the foundational Kekropian family, and the heroic age as represented by Theseus.
Yet as well as representing an amalgamation of ethnic heroes, on its southern, western and northern friezes, the Temple of Athena Nike vividly demonstrates the promotion of biographical memory into cultural memory via the innovative depiction of historical events. Biographical memory, while still experienced by collective groups, refers to the lateral communication of experienced events by the living community, and is thus confined to the lifespan of the recollecting group. After this, if the memory is to be retained, it will pass into cultural memory, and thus incited by the community via representational figures, events and landscapes; moving from direct recollection to learnt ''history'' . 76 This process is demonstrated on the Temple of Athena Nike, in its inclusion of depictions of historical battles from the Persian Wars. While the fragmentary nature of the west and northern friezes makes any concrete interpretation difficult, scholars generally recognize them as recounting episodes from the Greco-Persian conflict, which at the time of the temple's completion in the 420's lay half a century in the past. 77 The most complete of these three friezes is that to the south. This has been firmly identified as representing the Battle of Marathon, with the Athenians, led by the general Kallimachos, beginning the rout of the Persian cavalry.
78 Indeed, The innovative incorporation of historical conflicts into the decoration of the Temple of Athena Nike, illustrates the promotion of the memory of the Persian Wars into cultural frameworks. Reading the temple as a monumental whole, we can see that it provided several mnemonic trajectories to its consumer; deliberately recalling the Archaic Acropolis of the Mycenaean period in conjunction with the contemporaneous interpretation of the Ionic order, inciting the heroic age, and landscape, of Theseus, and including the 'biographical' events of the Persian Wars into Athenian cultural time.
Culturally remembering 'history'
While the inclusion of historical conflicts on the Temple of Athena Nike was innovative in relation to temple decoration, the act of promoting the biographical memories of the Persian War into cultural registers, is evident across the Periklean programme. The pairing of the Battle of Marathon and the Amazonomachy of Theseus, was again illustrated within the paintings of the Stoa Poikile. Pausanias' description of the paintings indicates the amalgamation of historical battles into a collaborative celebration of Athenian victory which included the Battle of Oinoe against the Spartans, and the pan-Hellenic Trojan War. In the depictions of the Amazonomachy and Marathon, the ''sacred'' hero Theseus was depicted as coming to the aid of Athens across time, both in his defeat over the invading Amazons and insertion into the historical Battle of Marathon. This detail may also indicate the election of a biographical memory in a cultural register, for according to Plutarch those that fought at the battle reported seeing Theseus ''rushing on in front of them against the barbarians'' . 80 The inclusion of Theseus in this painting of a historical battle, clearly demonstrates a cultural remembering of this event; acting as a trans-historical saviour of Athens, with his ''rising out of the earth'' 81 at Marathon indicative of the required inclusion of landscapes in cultural memory. The evolution from biographical to cultural remembering in the painting of the Battle of Marathon on the Stoa Poikile, is further evidenced by the depiction of the historical figures Miltiades and Kallimachos, alongside not only Theseus, but Athena and Herakles also. 82 The inclusion of figures drawn from the heroic past of Athenian time, in turn canonizes the memory of the historical battle.
The monumental inclusion of biographical memory into an Athenian temporal continuum, was also embodied within the colossal bronze of Athena by Pheidias. 83 As one entered onto the Acropolis, having passed the bastion of the Temple of Athena Nike and through the Propylaea gate, the attention of the visitor would have been arrested by the 9 meter tall statue that greeted them. In discussing Persian War memorials, Alcock has underlined the potent mnemonic force these monuments exercised as a means of cultivating group identities in their provision of cohesive narratives of both tragedy, and victory. In relation to the Bronze Athena (Promakhos), Pausanias leaves us in no doubt of that it afforded just such a form of remembering; being explicitly dedicated ''from the spoils…from the Persian landing at Marathon'' . 84 As well as citing the memory of Marathon, the spatial relationship of the monument to its immediate and wider landscape, can also been seen as providing an arena for cultural remembering. As with the bastion of the Temple of Athena Nike, the statue incorporated the remains of the Mycenaean Acropolis into its own monumental whole, with the ancient terrace wall effectively forming an archaic backdrop to the Bronze Athena. 85 The statue also stood precisely on the axis of the Archaic Temple of Athena Polias destroyed during the Persian sack, an event remembered in many of the monuments discussed here. This orientation, and the gaze of the statue, also incorporated another episode from the Persian Wars as it pointed directly towards Salamis, the site of the Athenian naval victory of 480. 86 Within both the dedicatory function and spatial interaction of this statue with its context, we can observe several distinct threads of biographical and cultural memory incorporated into a single monumental whole. The invocation, and intersection, of the Archaic topography of the Acropolis and the Bay of Salamis within the Bronze Athena, also demonstrates the centrality of landscapes in the process of cultural remembering. Moreover, the presence of the Centauromachy on the shield of the statue 87 , as with its prolific employment throughout the examples here examined, promoted again an established episode from the heroic era of Athenian cultural temporality and analogous reference to the Persian Wars. The colossal Bronze Athena of Pheidias provided the means for the formation of cultural memory, in its embodying and being in a physical referential relationship with several eras and events. This intersecting incitement of the age of Theseus, the Mycenaean period and Athenian victory at Marathon and Salamis, illustrate the overt mnemonic force enabled by this monument.
Conclusion
The monumental creations of the Periklean building programme of the 5 th century BC, illustrate themselves as both expressive and formative media in relation to cultural memory. The mythic content employed throughout this programme, has long been recognized as an analogous celebration of Athenian militaristic and cultural triumph as stimulated by victory in the Greco-Persian Wars. Yet the monumental contexts and associated iconography discussed here, also illustrated an overt provision of the arenas, narratives and representational figures required for the cultivation of group cultural remembering. This process was facilitated by the organization and differentiation of the periods that made up the primordial, foundational and heroic ages of Athenian temporality. As necessary for cultural memory, the direct incitement of the landscape is clearly embodied within many of these monuments and their spatial relationships to one another and exterior topography; the ''tokens'' of the Erechtheion, depictions of the Amazonomachy overlooking the Areopagus and the many references to the Archaic Acropolis. These monuments also display themselves as overtly promoting the form of representational figures around which all collective memory coalesces, of which Theseus looms largest. Thus the periodized display of totemic heroes, events, and landscapes of these monuments, provided the essential means by which an Athenian cultural memory, and consequently identity, could be formed. 88 Moreover, within the decoration and spatial orientation of the monuments of the Periklean building programme, we can observe the promotion of biographical memory, as it related to the Persian Wars, into cultural frameworks. The spatial interaction with evidences form the Persian sack, inclusion of historical battles on the Temple of Athena Nike, and the depiction of Theseus at Marathon, all indicate the insertion of recent living memory into a wider cultural continuum.
It must be noted that in examining the mnemonic trajectories afforded within the Periklean programme, this paper has consciously elided a discussion of a vital aspect of their formative force; the ritualized consumption essential to cultural identity. 89 As media that allowed for the cultivation of collective memory the buildings, statues, and decorative schemes here discussed, would have framed the cohesion of Athenian group identity in providing the contexts of religious ritual such as the Panathenaia; incorporating depictions of a linear time with its cyclical experience within the ritual. 90 The intention for this selective approach has not been deliberately reductive, but rather to examine the mnemonic trajectories as embodied within the monuments in their own right. Indeed as has been indicated, the projects of the Periklean programme demonstrate an overtly formative force in relation to cultural remembering; inciting and organizing the events, heroes and landscapes of Athenian temporality.
88 Assmann, Cultural Memory and Early Civilization, [40] [41] [42] [43] [44] [45] Whitehouse and Lanman, Ritual, Fusion, and Identification, . For the role of ritual in group identity formation. 90 Assmann, Communicative and Cultural Memory: 41; Calame, Poetic and Performative Memory in Ancient Greece, 14 . For the interrelationship between memory and ritual see Larson, 2016, 315-20, and for its spatio-temporal placement, 198-20. 
